Introduction
As outlined in the previous chapter, the idea that music 'contains' emotions or that it may lead to the arousing of passions has a historically complex relationship to male bodies. Music's capacity to affect emotions and passions has historically been, and still is, discursively characterised as problematic in terms of men's bodies and experiences. Yet using and engaging with music precisely due to a belief in its ability to do these things, has long been considered desirable and championed. This is something which has been capitalised on in neoliberal societies and has ensured the contemporary success of the music industries. It is not enough, therefore, to suggest that immersion in music compromises a historic masculinity or that emotions themselves necessarily challenge a particular vision of Western masculinity.
Partially, the prevalence of moral panics around music's 'harmful' effects on men, may be attributed to the fact that they have largely dominated the production of music, just as they have dominated most other areas of public life, over hundreds of years. Significantly, as noted in the previous chapter, much commercial music in the West is still largely dominated by men, both in terms of production and consumption. Figures published by the Conservatoires UK Admission Service (CUKAS) also demonstrated that 82 per cent of applicants to composition, musicology and music technology courses in the UK in 2013 were men (CUKAS 2014: 22) .
1 Women were actually marginally more likely to be accepted on music courses, generally, however this gendered trend in music production and consumption remains consistent in the UK, the US and many European and Scandinavian countries, 2 even today. Even if we accept, however, that a quantitatively small, yet significantly large, number of men practice what has been characterised as 'proper' appreciation (see Chapter 3), this does not explain the current state of mass music which hinges on emotional experience as integral to its success. If contemporary or post-Enlightenment masculinity dictated that men of varying demographic backgrounds assume such emotional 'control', then this fails to account for why they have dominated, and largely still do, both musical consumption and production regardless of whether it is 'serious' music or not.
Having established that 'masculinity' and emotions are often connected rather than incompatible, this chapter asks which emotions are most commonly connected to music preference today, which are frequently minimised or denigrated, and what these observations can tell us about men, 'masculinity' and emotions more generally. It first demonstrates how, from the data, music was most commonly listened to because of its obvious links to emotions. It then moves on to explore the apparent split between 'positive' and 'negative' emotions connected to music preference. As demonstrated in the previous chapter, some emotions have been considered to be more problematic for particular men's bodies than others. Emotions in this respect are not merely personal, subjective responses but value judgments which are structured by broader judgements about the productive status of certain emotions over others (Ahmed 2010b; Binkley 2011; Warner and Shields 2009) . Using a combination of statistical trends and open-ended responses from the survey, as well as responses from the case studies, this chapter indicates how emotions were talked about in relation to music listening. The fragments included below are indicative of how certain topics were framed rather than an exhaustive account of how many people discussed the topic in this particular way 3 (all data tables can be found in Appendix 1). Where specific bands, genres, artists or songs are listed after a fragment, these are in respondents own words.
The chapter then goes on to demonstrate how, in fact, age cohort was often a better predictor of certain emotion labels than gender. This indicates firstly that the presumption of a fixed type of 'masculinity' in relation to emotions is misleading. Secondly, as outlined in the very first chapter, to look at whether people are more or less emotional than each other presumes a fixed state of emotional experience with ignores context. Taking these observations around age as a starting point, the chapter finally demonstrates how the contextual use of music in responses to emotionally traumatic, or life-stage specific events can help us to better understand men's sense of embodiment and emotionality. This is offered as a means of starting to work past the still ever-present
